Cartoons made even greater strides during the War of Resistance when patriotic cartoonists, such as Ye Qianyu (1907-) and Zhang Leping (1910-92) , used the art to mobilize the Chinese masses to fight against the Japanese invasion.6 Ye and Zhang formed the cartoon propaganda corps, staging their works in the streets and near the front to galvanize public support and boost morale for the war cause. But if cartoons during the War of Resistance were predictably patriotic and anti-imperialistic, postwar pieces were intensely political and anti-government. This change reflected a natural shift of focus from external to internal affairs: Now that the invader had been defeated, how should China embark on the enormous task of recovery? Are there ways to reconcile the longstanding differences between the Nationalists and the Communists? What the cartoonists saw, however, greatly disturbed and disappointed them; the Nationalists were rapidly losing their mandate to rule and the country was spiraling downward into chaos.
IMAGES
Despite their success in preserving a sovereign China, the Nationalists emerged badly wounded from the Sino-Japanese War. The war had weakened their army, bankrupted the economy, and forced them to flee westward from coastal cities, their main sources of financial support. But the Nationalist government's troubles and, ultimately, its undoing stemmed largely from its flawed political system and inept leadership. The military and authoritarian nature of the Guomindang and Jiang Jieshi's preoccupation with "one faith, one party, and one will" (Eastman 1984 :89) denied any genuine political reform which would allow the party to become more receptive to public needs.7 China's problems-continued government mismanagement of the economy (failing to control skyrocketing inflation and stabilize the currency), an impoverished peasantry burdened with debt, corruption and incompetent leadership in the military, and perennial intraparty factional fightingsworsened after the war. Moreover, Jiang Jieshi, buoyed by the recent victory over Japan and confident of America's continued support, decided to wage an unpopular civil war against the Communists. Such a decision quickly alienated a large segment of the urban population, especially students, intellec- 6 For a detailed discussion of Chinese wartime cartoons, see Hung (forthcoming). 7 See Lloyd E. Eastman's analysis in Eastman (1984) . For a discussion of the earlier Nanjing decade, see Eastman (1974) . tuals, and businessmen. Disillusionment, fear, despair, and anger gripped the entire nation. Much of the agony of this period was reflected vividly in the works of Chinese cartoonists, fueling further opposition to the government.
Predictably, the government's corruption was a perennial theme in postwar cartoons. Liao Bingxiong's The Cat Kingdom was the quintessential piece on this subject. Composed of five sets of works and totaling more than one hundred pieces, The Cat Kingdom took Liao six months to complete (from September 1945 to February 1946). It was an artistic tour de force blended with unmistakable anger and frustration. Liao was relentless in lashing out at the Guomindang government, but he did it indirectly and ingeniously. In lieu of a human world, Liao, a self-taught artist and from humble background (Liao 1990), used cats and mice to portray a most gloomy and oppressive existence under the Guomindang rule. Rather than being deadly enemies, cat and mouse have become good friends and collaborators, helping each other to perpetuate evil deeds. In "Mouse Bribery" (Shu hui, Plate 1), a cat bearing the Nationalist emblem is lavishly plied with fish. In return he lets the mice's smuggling activities continue unchecked. The plump cat reappears in another incarnation as a judge, presiding over a dispute between two mice ("Cat Judge" [Mao pan], Plate 2). Flanked by fierce-looking guards and sitting in front of a desk littered with fish bones and inscribed with "just and wise," the cat angrily hands down his predictable verdict: the one capable of showering the court with fish emerges triumphant. Reminiscent of Honore Daumier's "Man of Justice" (1848), Liao's "Cat Judge" reminds his readers that in a corrupt system, justice rests not on the principle of fairness and reason but on how much money one has in one's pocket. As Liao saw it, law was definitely on the side of the rich and powerful.
The Cat Kingdom is a consummate piece of political art which never raises the topic of politics. Liao's anger found its best expression in the grotesque world of animals. Such an artistic device is, of course, by no means new. The nineteenth-century French cartoonist, Jean-Ignace-Isidore Gerard (known as Grandville), was particularly noted for his use of half-human, half-animal characters to decry social follies and to attack the regime of King LouisPhilippe. But Liao's approach and message were thoroughly Chinese. The court room scene, its ironic depiction, and its somber setting brought to mind the traditional Chinese story illustration and pointed clearly to a target at home. Liao's skillful use of black-and-white contrast accentuates the horror and the cruelty of the legal system under a discredited government.
The real business of government officials, Liao Bingxiong lamented, was not addressing social ills or the anticipation of public wants but guarding privilege and perpetuating the existing machinery. The intentionally cynical description of the just and wise in Liao's "Cat Judge" resonated in a large number of other works questioning the leadership of the Guomindang. Zhang Guangyu's 1945 cartoon series, Journey to the West (Xiyou manji), is a case in point (Zhang Guangyu 1983: preface). Like Liao Bingxiong's The Cat Kingdom, Zhang's carefully executed Journey to the West won wide acclaim when it was first staged in Chongqing in 1945. Although Liao issued separate forays, Zhang employed a story format to recount the government's failings, a technique he learned from the centuries-old Chinese tradition of storytelling. Totaling sixty color pictures and based on the famous Ming novel, Journal to the West (Xiyou ji), Zhang's version portrays the well-known pilgrimage undertaken by Tripitaka, Monkey, Pigsy, and Sandy. This technique of pouring new wine into old bottles was a familiar one. But Zhang's genius lay in his reliance on some of the most beloved fictional characters in Chinese popular novels to address a sensitive subject. Instead of monsters and gods, the four pilgrims now encounter bribery, spying, economic collapse, and government demoralization on their legendary journey to the West. In Plate 3, Pigsy is forced to give gold to a guard of the Kingdom of Paper Money in order to gain safe passage for the group. Zhang's masterful use of colors added depth and tone to his subjects, leading the reader's eye through comically distorted scenes. Of course, both Liao and Zhang in their works were not asking viewers to examine the animal kingdom nor the realm of fables but the land they (Liao and Zhang) already inhabited.
Although Liao and Zhang used fictional characters to criticize the government, Ding Cong (commonly known as Xiao Ding [Little Ding], 1916-) adopted a more realistic but no less biting approach. Ding's cartoon worlds were often populated by readily recognizable real people. His piece, "A Public Servant," (Gongpu, 1946, Plate 4), which graced the cover of the popular Shanghai magazine, Weekly (Zhoubao), reiterated a similar charge against a regime going morally and legally astray.8 The cartoon shows a government official, accompanied by a furred and bejeweled woman, sitting atop a car carried by an enervated man underneath. Instead of serving the people, the official abuses his power by reaping financial gains from the poor. He is greedy and self-aggrandizing. His corpulent frame stands not for honesty or law but for exploitation and chicanery. Arrogance written all over his face, he is completely indifferent to the fate of the deprived, which makes his behavior even more abhorrent.
Ding Cong produced some of his best works in denouncing the Guomindang after the Sino-Japanese War. He had a keen sense of the ridiculous, but he was deadly serious in approach. His line, executed with a forceful pen, was fluid and firm. Unlike Liao Bingxiong and Zhang Guangyu, Ding rarely employed colors or large areas of shading, preferring to leave the articulated contour to do the work. He achieved his bite by concentrating on facial expression, a technique that he learned from such Western artists as George Grosz and Kathe Kollwitz (the latter a radical German printmaker). Ding 
AESTHETIC AND A MASS ART
But to say that postwar Chinese cartoons were a political art was not to say that they were devoid of artistic value, the Chinese cartoonists insisted. They believed that to view cartoons merely as historical products with ephemeral value was to deny their legitimate place in contemporary art. Surely, art speaks its own language; even political art has its own stylistic impulses and aesthetic concerns. In principle, a piece of art inevitably raises the fundamental question of the tension between form and content. Few Chinese cartoonists would have disagreed with Kant's formula that a work of art exhibits "purposiveness without purpose" (Abrams 1977:27) . Although there was a conviction among Chinese cartoonists that the works of a serious artist in a troubled era must accurately reflect the problems of the day, they also believed that artists must be in constant pursuit of the ideal of pure beauty in their works and the quality of artworks could not be judged exclusively by their contents nor their utility without considering their beauty, style, and method of presenta- The efforts of the Chinese cartoonists to develop a new native pictorial language and to achieve an independent status for their art fell in line with the search by moder Chinese intellectuals for a genuine cultural form indepen-dent of the West since the May Fourth era. 7 Like their May Fourth predecessors, the cartoonists' move was prompted by the rejection of the antique artistic style and the desire to be liberated from China's tradition. Like satire, the cartoon is by its very nature a deviation from approved norms; and cartoonists were always veering toward the edge of these norms from the time that they first appeared on the art scene in the early decades of this century. The potential for conflict with established art circles became apparent as soon as the young cartoonists began to show their work and attempted to redefine the conception of art. Traditional-style artists had some harsh words for the young cartoonists. Newcomers trying to force their way into art circles were annoying, if not threatening. To the traditional-style artists, cartoonists were artistically inferior and socially marginal. The conservatives looked upon them as unwelcome intruders who not only borrowed arbitrarily from the West but also willfully challenged fixed and established standards of good and bad in art. They dismissed the cartoon as "lowbrow," "vulgar," and too "plebeian" as an art form. At best, the cartoon was a form of doodling (manbi), which lacked any substantial content and, said one derisively, "not even worthy of being hung on the wall" (Xinbo 1941 Chen 1981, 1989 ). Yet the visual art remained the most powerful and entertaining way to reach mass audiences. In comparison with a writer, an artist has an easier task in communicating his feeling more freely because he can work through line, color, and facial expression. No written word seems adequate to encompass the forcefulness and emotional range of the cartoon. In postwar China, political cartoons were barometers of public opinion, contributing to the creation of public perception about the government and helping to shape the course of history.
That art can provide an important channel for popular opinion was recently given convincing treatment by Thomas Crow in his study of the salon as a crucial art force in shaping the public mind in eighteenth-century Paris (Crow 1985) . This was explored more theoretically by Jurgen Habermas, who argues that art has a role in the formation of what he called a "public sphere," which he defines as "a domain of our social life in which such a thing as public opinion can be formed" (Habermas 1989a:231, 1989b) . But what exactly is public opinion? To Rousseau, this term meant the "opinion of others in society." Rousseau, however, viewed public opinion more as, in the words of Keith Baker, "the collective expression of the moral and social values of a people" and less as an expression of political will (Baker 1987:232) . Habermas, on the other hand, saw public opinion as the views shared by people who participate in the rational-critical debate on issues of public concern (Habermas 1989b: especially ch.4). Public opinion is therefore different from mere opinion (prejudice, arbitrary views) because of its suggestion of a reasoning populace. The notion of public opinion and public sphere, according to 
